The history of hip hop in A ustralia is largely a question of often com peting oral histo ries of local developm ents in various places. It began w ith breakdancing, largely inspired by M alcolm M cLaren's 1983 video clip Buffalo gals, w hich w as follow ed by o u t breaks of graffiti w riting, inspired by Charlie A h earn's 1982 film Style wars. Rapping, rhym ing and DJ-ing followed on, partly encouraged by Stan L atham 's 1984 film Beat street, and recordings by Kool Here, G randm aster Flash, Africa Bam baata and other pioneers of w h at at the tim e w as a predom inantly A frican-A m erican m usical idiom.
the invisibility of Aboriginal involvement in the early days of Sydney hip hop, an invis ibility which has recently begun to be redressed.
Morganics, Australia's most ubiquitous MC, beat boxer and breaker, an AngloAustralian former actor and theatre director who has been a mentor and producer to many fledgling Aboriginal hip hop artists all around the country since the late 1990s, was another early participant in Sydney hip hop. He began breakdancing in Circular Quay in 1984, later linking up with Lebanese-Australian MC Sleek the Elite on Oxford Street. But Bankstown-based Aboriginal MC Munki Mark's recollections of Aboriginal hip hop, which begin in Redfern in 1982 with breakdancing, a graffiti crew called Black Connection, and later some MC-ing and rhyming, suggests the Indigenous hip hop scene may have got there first. Usually invisible and inaudible in the many debates and oral histories which have taken place over the years in the mainstream media, the music street press and numerous website forums about Australian hip hop, MC-ing by Abo riginal practitioners is starting to emerge into the light. Q ueensland and northern New South Wales. Raps 4 big fullas is the secondary school version, a colourful collection of rap lyrics and graffiti design w hich deal w ith a trip to the city, life in northern N ew South Wales, A boriginal role m odels in sport, such as Cathy Freem an, a gam e of football, breakdancing and place nam es. It also contains a long piece entitled 'D ream tim e', lyrics superim posed over colour photographs of rocks and w aterw ays, about the im portance of A boriginal accounts of A ustralian history:
A boriginal life alw ays filled w ith songs of history Laws and custom s, no m ystery W hite m an found a happy healthy people and It took 50 years to civilise them off the land First Fleet officers cashed up w ith publishing fees Mixed fact and fiction in their biographies O bserved, captured, exam ined, kept as slaves Then killed if w e m isbehaved4 5 A nother piece entitled 'D ream tim e' concludes w ith a plea to m aintain traditional Aboriginal culture:
Once the corroboree is gone, w e're finished So the im portance should never be dim inished N or should the songs or stories from the old days S ho u ld n 't have to surren d er our culture or old w ays Total disrespect for our culture and m eantim e I w ish I could go back to the D ream tim e.7 1 Raps 4 big fullas includes a story in the G am ilaraay language, along w ith an Eng lish translation, about a grandm other and g ran d d au g h ter catching a fish from the creek, cooking it and eating it w ith crayfish, turtle, shrim p and yam s w ith the rest of the family w ho have retu rn ed hom e from relatives in G u n nedah.6 M unkiM ark has also rapp ed in his g ran d m o th er's language, Jardw adjali, the language of the G ram pians in W estern Victoria, in A rrernte, spoken in Alice Springs (SWS's track 'W hat A Place' has lyrics in A rrernte), and picked u p bits of W iradjuri, G am ilaraay and Uliraay in his trav els. As he has said:
We try to go to w ard a corroboree sort of thing. Aboriginal language w as never a w ritten language; it's alw ays been an oral and visual language, stories being passed dow n thro u g h rituals, corroborees, song and dance. H ip hop fits in quite well w ith that, and Aboriginal hip hop is out there and all the com m unities know about it. The elders know that Aboriginal hip hop exists and are keen to get us people into their com m unities to show the kids that they can get their ow n people doing it.7 D espite having been extensively indigenised in alm ost every culture around the w orld, rap and hip h o p are still perceived in the public sphere and through m ass m edia as prim arily A frican-A m erican m usical forms. The m ainstream m anifestations of vio- 
US and local influences
In their to wake up / If you want something before you're left behind ... Don't let your dreams dry like glue / Stick with it!1" She followed this with 'You Never Seem to Understand Me', which dates back to Hip Hopera days, a more personal track about family discord, which like Munki Mark, seeks solace in the Dreamtime:
Family is family, so why the fighting / Our race should stick together / When families are uniting / That's what our elders are stressing to us / As they teach and explain / The ways of the Dreamtime.13 'Open Up Your Mind' is a track with a didjeridu riff from 1999, which starts its history lesson 200 years ago with the white invasion of Australia and its traumatic con sequences for Aboriginal people, including the stolen children. 
Local Knowledge: Blackfellas in the house
Lez ('Bex') Beckett's set is heralded by two didjeridu players and traditional dancers in bodypaint, tracing the movements of kangaroos, among other gestures, dem onstrating the adaptability of hip hop into traditional Aboriginal storytelling and dance. Beckett, a veteran of num erous educational hip hop workshops which involve teaching English to Aboriginal youth through hip hop, performs tracks from his new EP, We Were Soldiers, and there is even more dancing now. But the act everyone is waiting for is Local Knowl edge. As Joel Weintraub, originally from the Kabi Kabi tribe in south-east Queensland, MC with Local Knowledge and lecturer in Health Sciences at Newcastle University, told Australian Music Online, Local Knowledge is primarily 'about getting young blackfella mob back into their culture and teaching our history through m usic'.18 Their track 'Blackfellas', for which they completed a video in Redfern in October 2005, was on high rotation on Triple J for two months, and is the feature track of their debut EP, which they have been selling at gigs, and has already gone into a second pressing. it's a form of hip hop, but it's repetitive with lots of screaming. It's sort of like Zulu chanting, with a heavy bass going through it. To us it's like when we were sitting around singing corroboree songs. Them fellas with their Zulu chants and us fellas with our old people sitting around and stomping on the ground 'boom boom boom', it saves us from letting our aggression out through our fists.211
This undercurrent of anger comes out in 'W ho's Gonna Stop Me' from the EP -a track based on an incident where some Aboriginal people were barred from a nightclub in Newcastle, referred to as 'savages' and refused to take it lying down. The chorus, 'W ho's gonna stop me -Nobody!' is repeated with increasing intensity until the track finally winds down into slow motion. M e a n d A bie la u g h ab o u t it a lot b ecau se w e try a n d stru c tu re o u r sh o w s like w e u se d to stru c tu re o u r co rro b o re e show s. W e 'd sta rt o u t w ith a ban g , w ith a sp e c ta cu la r d ance, a n d then w e 'd slow it d o w n in te m p o , th e n w e 'd d o a stro n g dan ce, a slow one, a n d then w e 'd go into so m e th in g leftfield -a h itch h ik e r's sto ry o n a d id je rid u .21
T o n ig h t th ey beg in w ith th e ir w eb site b ac k -p ro je cted on a larg e screen, fe a tu rin g th e g ro u p s u rro u n d e d by flam es, ac co m p an ie d by series of heroic b rass fan fares, a n d a ra th e r d ra w n -o u t fire-m aking cerem ony. T h en th e th re e of th e m leap o n to th e stage, ju m p in g u p a n d d o w n , left arm s w h irlin g in u n iso n , rig h t h a n d s g rip p in g th e ir m ics, g o a d in g the a u d ie n c e into action -'A re y o u re a d y to ru m b le ? W e'll sh ak e th e w o rld !' T h ey p e rfo rm th e track s 'R u m b le ' a n d 'M u rri F lo w s' off th e EP, w ith so m e d id je rid u ac co m p an im en t, a n d hit their p ea k in a triu m p h a n t v e rsio n of 'B lackfellas' w h ich has ev e ry o n e u p on th e dancefloor. T h ey 're p la y in g d o w n th e m o re e d u c atio n al sid e of th e ir re p e rto ire to n ig h t -h ealth p ro m o tio n so n g s a b o u t alco h o lism a n d sex u ally tra n s m itte d d iseases, for exam ple -in fa v o u r of th e less co n fro n tatio n al a n d m o re 'fe e lg o o d ' tracks. A s W ok explains:
A lot of o u r early stuff w as ju st ra p p in g a b o u t s tra ig h t-u p , h a rd c o re issues, ab o u t th e stolen g en e ratio n , ab o u t being h a ssle d by co p p e rs, all th a t so rt of stuff. W e ju st w a n te d to m a k e the kid s k n o w th a t th e re is still a lot of w o rk to be d o n e, a n d w e c a n 't lose th e m to d ru g s a n d alcohol, ju st to tell th e m th ey d o h av e a role to p la y .22
T his sid e of th e g ro u p w as sh o w n on th e 2004 SBS 'B lak trax ' p ro g ra m , Local Knowledge: the message, w hich p ro v id e d a u se fu l b a c k g ro u n d to th e g ro u p 's d e v e lo p m e n t as an ed u c a tio n a l crew in A borig in al c o m m u n itie s since th ey fo rm ed in M arch 2002, as w ell as th e w ay they u se A borig in al E ng lish a n d d iss A m erican 'w a n n a b e e s '.23 But as W ok em p h asises, th ere is a n eg ativ e sid e to th e e d u c a tio n a l asp ects of h ip h o p w h ich so m e tim es conflicts w ith its enjoym ent:
I like th e m o re com m ercial stuff to be h o n est, th e feelgood stuff, ju st b ecau se I d o n 't like re m in d in g the kids of h ow w h e n th e y g et h o m e fro m school, th e re is no food, d a d 's h ittin g m um , m u m 's h ittin g d a d , so th e y go in to th e ir ro o m a n d p u t m usic on, th ey d o n 't w a n t to h ear a n y o n e sin g in g a b o u t th at. T hey w a n t to go on a jo u rn e y w ith th e ir m usic. So th a t's o n e th in g w e do, th e easy g o in g feel, b u t w e h av e a bit of a go at ev e ry th in g -A bie likes h is c ru m p , Jo el's a stra ig h t h ip h o p lover, as w ell as reggae an d rag g a .24 You get the ockers, the wogs, the felafel rap p ers w hich is us, you know on the o u t side, the bloody hippies. I d o n 't ever think I'll be accepted by everyone, because I'm indigenous, and they're all gonna alw ays com pare me w ith overseas.'29 Stavrias concludes his study, w hich also contains a chapter on M organics and MC Wire, w ith the follow ing statem ent. It dem onstrates the im portance of hip hop as a m eans of helping Aboriginal youth to negotiate their identities and to connect w ith tra ditional form s of culture, as well as continuing storytelling traditions: N egotiating tradition and m odernity, A boriginal culture is actually a culture in the m aking and hip hop is a pow erful tool in helping A boriginal youth w ith this negotiation. Sam pling and representin', characteristics w hich ground it in the local, allow traditional sounds into the music, traditional dances into the breakdancing, and traditional values and language into the raps. The rap itself enacts traditional know ledge through storytelling. Yet hip hop as a m edium for identity recognition is not lim ited by its attachm ent to traditional forms. Inspired by the African Am erican oppositional politics it provides an avenue for A borigi nal youth to discuss their concerns in a m anner that is not only fashionable, but also em pow ering. Im portantly, it is energised by that key ingredient for youth and children -having fun. It's not just my skin colour, for even the blackest brother can be white. You see black is a thought process, for me a way of life. To be black is to be free, free from the heart, free from the head. Wire also refers to himself as an 'abo-digital' MC in a way which combines m od ern digital music technology with traditional Aboriginal handcrafts. His capacity to rap outdoors without any technological support embodies his connection with traditional storytelling:
'abo-digital' has an ambiguous meaning because of the w ord digital. I'm abo-digital because I'm a twenty-first century Aboriginal, I'm down with laptops and mobile phones and home entertainment. But digital also means your hands and your fingers, so I'm still putting my fingers in the dirt; I'm still using my hands to create things. So that's the ambiguity.36
Saunders' film incorporates clips of footage of Local Knowledge, 'The Block', a track about Redfern devised by Morganics with young Aboriginal pupils from Fort Street school, MC M urriz's '2Black 2 Strong', as well as the pre-teen Morganics-produced Wilcannia Mob's celebrated 2002 track 'Down River'. He explores his own personal history as a fair skin Koori in the film through hip hop, 'which gave me back what they stole from my past'. He also traces a history of Aboriginal hip hop back to the 'old school breakers' of 1982, interviewing Leonie Morcombe (aka Leapy), Ralph Saun ders and Sean Choolburra, who reinforce the importance of the 'no shame factor' of breakdancing and its expression of the centrality of dance to Aboriginal culture. He namechecks B Boys Venom, 2 Ezy, Lama Rock, Dougan, Ninginaas and DJ Vilas, who like many other B girls and B boys around the world were greatly influenced by the Rock Steady Crew, a group with a high proportion of Latino Americans rather than African Americans. In the film Wire also explains the predom inant focus of Aboriginal hip hop on MC-ing and breakdancing rather than DJ-ing and graffiti by the fact that most Aboriginal hip hoppers can't afford turntables, and Aboriginal graffiti artists 'w ould just get locked up for life'. He adds that hip hop is his own way of sublimating feelings of anger and frustration, echoing Little G and Local Knowledge: Tf I didn't put pen to pad, I could be putting fist to face.' And he has also pointed out a significant dif ference between Aboriginal hip hop and Australian hip hop, and implicitly US hip hop:
The difference I find between Aboriginal hip hop and white Australian hip hop [is that] we have a deep innate sense of community obligation, we are born with it, and that's why you don't hear black MC's -I can say all of the ones I've come across -using words like 'bitches', they w on't diss women. Because my mum isn't a bitch, my grandm a isn't a bitch, and the m other the land ain't a bitch. You know what I'm saying, that's a big dividing line ... I find Australian hip hop is too pre occupied with getting mainstream support. For myself personally, I don't give a fuck about mainstream support because I come from a place where the m ain stream has never supported me anyway. And I don't do this to advance hip hop, I do it to advance myself as a hum an and as an Aboriginal, advance the awareness of my culture, especially on a contemporary tip.37
As an educational format, a vehicle to express anger at discrimination and m ar ginalisation and pride in one's heritage, a way of binding communities together through dance and performance, a declamatory form of storytelling set to music, and above all a means of expressing oral history, hip hop's affinities with Aboriginal cul tural forms make it an ideal means for youth to get in touch with their tribal identity, history and cultural background. It is also a vital means of articulating their place in today's world and expressing an epistemology; as Wire has stated: 'There are ... liter acy skills involved if you want to rap or write. It's also a form of education for yourself, self-knowledge. 38
From its origins in toasting and sound systems in Jamaica in the 1970s, hip hop has been extensively globalised and indigenised in a plethora of contexts, in the process of being incorporated into local languages and cultural forms. In Greenland, the Inuit crew Nuuk Posse rap in a mixture of Greenlandish, Danish and English, and incorpo rate whale songs and throat singing into their hip hop. In A otearoa/N ew Zealand, Te Kupu and the Upper H utt posse perform and record in the Maori language and sample pre-European Maori musical instruments such as the purerehua (bull roarer), while Feel Style raps in Samoan. In Argentina, El Sindicato Argentino del Hip Hop express 'blood, sweat and rage' about issues such as money and the hard times their country is experiencing.39
Its appropriation into the w orld's oldest living form of traditional culture was inevitable. As Wire put it: 'H ip hop is a part of Aboriginal culture, I think it always has been.'40 
